THE ORIGIN OF THE VIOLIN. 


The precise date of the invention of the Violin is not known. The French writers say that the Violin was invented' 
about the ninth century ; but by whom, or where, they cannot determine. "To this opinion we should have subscribed," 
says a modem author, " had not some ancient monuments remained, with an exact representation of its form. In the picture 
of Philostratus, in an ancient grotto, may be seen many Violins Avhich are represented much like those of the present day, 
except that the neck is shorter." Galileo says, that " both the Violin and Bass, or Violincello, were invented by the Italians, 
perhaps by the Neapolitans." This opinion of his may be accurate; but, upon what evidence it can he proved, wc kuowj 
not. Most writers, however, of the present day, agree that the Violin was invented in some part of Italy, about the year 
1000. The Violin w^as introduced into the French and Italian courts some time before it was known in England. It was 
introduced into England about the year 1G70, during the reign of Charles the Second. This prince established a band of 
twenty-four Violins, tenors and basses; and from that time the Violin has held the most important place in every band, ex- 
ccpting those strict! v military. The oldest instruments now in use were made about the year 1650, at Cremona, in Italy, 
by the family of A. and J. Amati, and their contemporary, Stradivarius. The Violins made by the former are smaller than 
those made at the present day, and are noted for their peculiar sweetness of tone; while those made by the latter are larger 
and louder. These instruments are highly esteemed,* and their excellence is chiefly attributed to their age. Many of them 
have been sold for the sum of two hundred guineas each. The shape of the Violin has not been altered for the last two* 
hundred years ; although there have been many attempts made to improve it, they have all ended in a total failure. 

The Violin was introduced into the United States, soon after their settlement, by the Europeans ; until within a few 
years past, all the good Violins used were imported from Europe ; but, recently, several American manufocturers have made 
instruments which will equal, and, in many cases, excel those of European make. Messrs. Woodbury & Burditt, ot Brat- 
tleboro', Vermont, deserve great praise for many fine instruments, which will favorably compare with any ot European 
manufacture. * % ^^W^ ^ . ^ 4 , 

' • It is an opinion confirmed -by experience, and confessed by the rest of Europe, that the brilliant sky of Italy communicates to musical instruments 
an incxnressiblc delicacy, which they do not possess in any other chmcs. 


HINTS TO THE LEARNER. 


There is a common error into which young Violinists often fall, that the strings, and particularly the E, or first string 
should be let down after playing. This is a mistake : as the supposition that the strings are less liable to break if they an 
slackened is false. It not only injures the tone of the instrument for several days, and causes it to become harsh, but tin 
strings arc more liable to break by constantly slacking and straining them as in the above case. 

A strin" will stretch when first put on the instrument, and will not keep in tune; to obviate this difficulty, it should b< 
strung and tuned some hours before playing upon it. 

There is also another erroneous opinion, very common even among scientific violinists, that a Violin will greatly improvi 
by being broken to pieces and glued together again. The effect that this would have upon the tone of the instrument is vcr 
uncertain, and the chances are against its being improved by the operation, at least for some time after, as it certainly wil 
cause it to become harsh. This erroneous notion has probably arisen from the fact, that very old Violins, which have oftei 
been repaired, are superior to those that are new, and to which no accidents have happened. The superior excellence o 
old Violins, which have been repaired, over those which have never been broken, must be attributed to their age. 

Particular care should be taken of the Violin, after playing; it should not be left exposed in a damp room, as the damp 
oess becomes absorbed in the instrument, and it will not only deaden the tone, but cause it to become harsh. The Violii 
should be put in a box or case made for the purpose if convenient ; if not, it should have a covering of some kind of woollei 
cloth • a piece of green baize, made into a bag, will do very well as a substitute for a case. 

It is a fair presumption that a Violin, preserved with proper care, will double its original value in two years, and wii 
continue to improve as long as proper care is taken of it, as age will not only add to the power and brilliancy of the tone, bu 
cause it to become mellow and smooth. 
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POSITION FOR THE VIOLIN, 


INSTRUCTIONS FOR THE VIOLIN. 


cannot readily attain to stop in tunc, yon may then have recourse to the ensuing example, wherein the strings of 
arc represented and divided into Frets, and is to be done as follows. Mark, ont the lines or frets with a pair of 


If you 

me violin arc repr^ WMAV « »i*m mrw^u uuu dus, <mu is tu uc uunu as louows. i>jarK out the lines or irets Witfi a pair or 
compasses, either with ink or bits of paper, and paste it on the finger-boanj of your Violin at the same distance as example : 
thus you will easily discern every note, and with little practice learn to stop in tune to a very great nicety, 


SCAWE OH 1 THE FIACiER BOARD. 


1st String. 


2d String:. 


3d String. 


4th String 


w 


s 



o 



J 


o\ ROWING. 


! 


1 


The motion is to proceed from the joints of the wrist and elbow in playing quick notes, but in playing long notes where 
the Bow is drawn from one end to the other, the joint of the shoulder is also a little employed. The Bow must always be 
drawn parallel to the bridge, which cannot be done if it is held stiff. The best performers make use of the whole of their 
bow from the point to that part of it under and beyond the fingers. In an up bow the hand is held a little downward from 
the joint of the wrist, when the nut approaches the strings ; and the wrist is immediately straightened, or the hand rather a 
little bent back or upwards as soon as the bow is begun to be drawn down again. One of the principal beauties of the 
Violin is the swelling or increasing and then softening the sound, which is done by pressing the bow on the strings with the 
fore-finger more or less. In playing long notes the sound should be begun soft, gradually swelling till the middle, and from 
thence gradually softened to the end ; and, lasdy, particular care must be taken to draw the bow smoothly from one end to 
the other without interruption, for on this principally, and keeping the bow always parallel with the bridge, and pressing it 
onl) with the fore-finger upon the string with discretion, depends the fine tone of the instrument. J| 
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MUSICAL INSTRUCTIONS. 


The STAFF, and its Decrees. 


A Staff consists of five parallel lines with their four intermediate spaces, counting from the bottom upwards, on which 
characters, called notes, are written. These lines and spaces arc generally designated by the first seven letters of the alpha- 
bet, A, B, C, D, E, F, and C. When more than five lines are wanted, short additional lines are added, either above or be- 
low the Staff, which are called Ledger Lines. See Examples. 

_ 5 


L 


D 


ED 


P 


The FIVC LINKS. 


The FOUR SPACES. 


Letters on the Lines and Spaces. 


Ledger Lines* 


G CLEF. 



The CLEF. 

Thorn art two Clefs in music, the Treble or G clef, and the Bass or F clef. The Treble or G clef is the 
There ^J^^^^ « Fluxe , Clarionet, &c., and is always placed on the second line of the , 
tffZit n",ha« Scl'os G, from which all .he other notes derive their name, 

' NOTES and RESTS. nf 

™ n«n vW • the Semibrevo, or Whole Note, the Minim, or Half, the Crotchet, or 
There arc six kinds of Notes m Jg^JfcSWBtll-^ « Thirtv-secondth. The comparative 

^SSSfettf 5SR» will he seen by the following .able : 


Quarter, the 

length or value of the note 
Whole Sound. 

Halves. 


Quarters. 
Eighths. 

Sixteenths. 
Thirty-iecondths. 


1 Semibreveis equal 


to 


r 


r 









2 Minims. 
4 Crotchets. 
8 Quavers. 
16 Semiquavers. 


0 0 • 


0 0 0 0 





2 Demisemiqu 


avers 


six Be 8ts » or 
There are also s» * 


mar ks of silence, corresponding in value or length to the notes after wbtcb they 


Sec Example 


MUSICAL INSTRUCTIONS. 

EXAMPLE OP NOTES, WITH THEIR RESPECTIVE RESTS. 


1! 


MOTES. 


RESTS. 



A Dot after any Note or Rest makes the Note or Rest half as lon<* again. If two Dots are placed after a Note, 
the second dot is equal to half the first dot, or making the note three quarters longer. See Examples. 

WRITTEN. ^ WRfTTEX. 



& pi 



A Tie, or Slur, placed over or under two notes of the same pitch, binds the second to the first so that only the first 
is sounded, but continuing the sound the length of both notes. When the notes are placed on difFerent lines or spaces, the 
Tie shows that they must be played in a smooth and connected style. This style of playing is tenned, in Italian, Legato. 
The opposite style of playing, which is called Staccato, marked thus, ? t denotes distinctness or shortness of sound. When 
marked thus, • • means less Staccato, and thus, still less Staccato than either. 

EXAMPLES OP THE LEGATO AND STACCATO STYLES OF PLAYING. * 


LEGATO. 


i 


STACCATO. 

I L I 


Played. 


Written. 
• • • 


PUyd. 


m 


Written. 


TIUi: ami it* DIYIftlO.V*. 


A Bab is a perpendicular line drawn across the Staff, and is used to divide a 
musical composition into equal portions of time. A Double Bar shows the end of a 
A Close shows the end of a tune. They are made thus, 


l\R. 


strain. 


DOl~BI»E BAB. CtO«F. 

m i 



Time is divided into two sorts, Common and Triple, each of which is either Simple or Compound ; and the character 
or sign which denotes it is placed after the Clef at the beginning of every composition. 

Simple Common Time, when marked with a C or C» toaMe* that each hat contains one Semibreve, or its equivalent 
in other notes. When marked 2-4, the Bar contains two Crotchets, or their equivalent.. See Examples. 


«-or-<£- 


His 
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MUSICAL INSTRUCTIONS. 


Coun * * 

'ng, in music, should be like the pendulum of a clock, even and exact, as the notes must be timed 


h y it. 


COMPOUND COMMON TIMK EXPLAINED. 











###### 
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1 — 


\ , 1 i 1 i 

"1" ■ 



1 la.Crotchet. in ^Ba^qrjhclr^anl^l'n t. 

lL 3 a 





These two last kinds are very seldom used in modern music. 
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1 1 1 J 



1 


1 

1 '"I 

I F 
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T Minlmn In a Hur, or Mm ir equivalent. 

3- " 






SIMPLE TRIPLE TIME EXPLAINED. 

3 — S 




3 Q,uaver^ in ft Bar, or tnelr equivalent 

I-' 



ir equl 



qni valent 


Compound Triple Time is seldom used in modern music! 



- • - ----- ... lllUMt. 

The figures which mark the time have reference to the Semihrcve. the lnwor unmU • • . •. .i 
Srmibrrve is divided, and .he upper number h„w many of such parts am«2* atf!fc^ Ult ° ^ ^f** *! 
denote that the Semibreve is divided into four parts, namely, Crotche s • and m two ^ H?***! 
figures a indicate that the Semibrev, is divideu into ei.ht parts, or Qn v • s, and Z t L SMS 2 5? ^ 


« indicate that the Semibrcve is divided into eight parts, or Qulivers, and that tfiree ofUem cc 
The figure 8, w hen placed over three Crotchets, Quavers, or anv other notes, is called a Triolet 
and denotes that the three crotchets over which it is placed must be performed within the time of t 
crotchets; or when placed over any other notes, such notes are to be performed within the nrooer timn 

of two notes of the same kind. A figore G placed over six notes, shows that the six notes mnJ h» « « 
i ...:.i.:„ .i... f'ruir nf tln» *:mi<> Liiwt «iusi ue per- 


complete a Car. 


TRIPLETS. 


formed within the time of four of the same kind. 

Hisccllnncoiif Cliarftctera, Accidentals &c. 

Kach sound may lie altered by adding any of the following signs : 
A Sii viip * placed before a note raises it a semitone or half-tone. 
A Flat l placed before a note, lowers it a semitone or half-tone. 



MUSICAL INSTRUCTIONS. 
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A Double or Chromatic Sharp x placed before a note, raises it two semitones or half-tones. 
A Doable Flajt lowers the note two semitones* 

A Natural fci takes away the effect of a Sharp or Flat, whether single or double; and a ^# or reinstates the sin- 
gle Sharp or Flat* 

When a Sharp is placed on the staff close to the clef, as in the example which follows, it affects every note on F 
throughout the piece, except where the sharp is contradicted by the natural. So also when a flat is placed close by the clef, 
as in tbe following example, it affects every B throughout the piece, except where contradicted by the natural. 



EXAMPLE. 
SHARP on F. 



EXAMPLE. 
FLAT on B. 


The same rule holds when more Flats or Sharps are placed by the Clef. 


When a Sharp, Flat, or Natural, is prefixed to a note in the course of a piece, it affects only the following notes on that 
letter contained in &e same Bar. It is then called an Accidental Sharp, Flat, or Natural. See Examples. 


ACCIDTCtfTAI- SHARPS. 0 m 

c i r 



As Played. 


ACCTDEVTAJL F&ATS. 
As Written. 


Am Written. 



Accidental Naturals operate in the same manner. 


The same rule extends even to the first note of the subsequent bar, when the affected note is the last of one bar and 
the first of the next. See Example. 


Written thug. 


Performed tliu». 



And 1 1 io same with Flats and Naturals, 


The order of Sn.wiif at the Clef, 
descending by a 4th, and ascending by a 5th. 



The order of Flats at the Clef, 
ascending by a 4th, and descending by a 5th 



Lb. 
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MUSICAL INSTRUCTIONS. 


TRANSPOSITION of the KEYS or SCAL.E. 

When C is taken as 1, the Scale is said to be in its natural position ; but either of the other letters may be taken as 1, 
in which case the Scale is said to be transposed. As 1 is the basis of the Scale, the foundation on which it rests, so the 
letter which is taken for this sound is called the Key Note. Thus, if the Scale be in its natural position, it is said to be in 
the Key of C ; if G be taken as 1, the Scale is in the Key of G ; if D be taken as 1, the Scale is in the Key of D ; and so 
on with the rest of the seven letters ; whichever letter being taken as 1 , that letter becomes the Key Note of the Scale. 

In transposing the Scale, the order of the intervals, or tones and semitones, must be preserved. Thus the interval must 
always be a tone from 1 to 2, a tone from 2 to 3, a semitone from 3 to 4, a tone from 4 to 5, a tone from 5 to 6, a tone from 
6 to 7, and a semitone from 7 to 8. The interval from one letter to another is always the same, and cannot be changed,— 
thus it is always a tone from C to D, and from D to E ; a semitone from E to F ; a tone from F to G, from G to A, from A 
to B ; and a semitone from B to C. In the transposition of the Scale, therefore, it becomes necessary to introduce Sharps 
and Flats, or to substitute sharped or flatted letters for the natural letters, so as to preserve the proper order of the intervals. 

__ ___ • _ ^ mmmtM ~ m m . m -_r-« % 


First Transposition by Sharps from C to G, a Fifth higher, or a Fourth lower. 



C1IORDS and DISCORDS. 

When two or more notes of the Scale are played together, they compose what is termed a Chord. Those chords which 
gratify the ear are called Consonant Chords or Concords ; and those which are not pleasing, Dissonant Chords or Discords. 
Those Concords which arc most pleasing are called Perfect Chords ; they take 1 as the fundamental tone in connection with 
8 5, and 8 ; or 3d, 5th, and 8th or octave- See Examples of Perfect chords in different Keys. 

KEY of O. KEY of O. KEY of D. KEY of A. • KEY of F. KEY of B. 




KEY of E. 



g 



8 


3 


i 


3 -« 

1 



Those Concords which are less pleasing are called Imperfect Chords ; they are 6 and 4 in connection with 1. 
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The Discords are 2, 4, and 7, in connection with 1. See Example. 
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I 

Qualities of the different KEYS. 

C major, or the Natural Key ; warlike, and well adapted to martial music. 

G major, or 1 sharp ; gay and sprightly, and will admit of a greater variety of subjects than any other kev. 
D major, or 2 sharps ; grand, solemn, melancholy. 
A fnajor, or 3 sharps; plaintive, but lively. 
E major, or 4 sharps same as A major. 

F major, or 1 Flat ; sober, thoughtful ; better adapted for the Violin than any other key. 

B|) major, or 2 Flats ; same as F major, but more plaintive. 

E[> major, or 3 Flats ; similar to A major, but more soft and sweet. 

Example of the Scale in all the Keys, Major and Minor. 


Key of C, Major Mode. 


Key of A y Minor Mode. 




ZS2L 
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Key of G 9 Major Mode. 



Key of E, Minor Mode. 



Key of D t Major Mode. 


Key of JB f Minor Mode. 



Key of A , Major Mode 


Key of F#, Minor Mode. 




LESSONS OF INTERVALS. 
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3* 



HKVKXTIIK. 



1 



s 


KHiHTIIS or OCT A V KM. 
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THE CONCORDS IN fHE KEY OF G. 

4 

All the other Concords, or the Concords in other Keys, may be played by this Example. 
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A DICTIONARY OF MUSICAL TERMS. 


| an Italian preposition, moaning to, in, by, lit, &c. 
Accelerando} accelerating the tune, gradually faster and faster. 
Admgtt) or Adasw ; slow. 
Adagio Assai, or MoUo ; very slow. 

Ad Libitum ; at pleasure. 

Ajfcfuoso ; tendi r and affecting. 
Atfxtalo; w ith auitation. 
Aua Copetla; In church style. 

Allegretto ; Ich« quick than Allegro. / 

A'le ;ro ; qui< k. 

Allegro Assat; very quick. 

Alltgro ma noil troppo . quirk, but not too quick. 
Amabile ; in a irenlle and tender style. 
Amateur ; a lover hut not a professor of music. 
Amen ; so be it , pronounced 1 , in singing, Ah men. 
Amoroso, or Con Avu>re . am< tiomil* ly, tenderly. 

Andante ; gentle, distinct, and rather slow, yet connected. 
Andwitino f somewhat quicker than Andante. 

Animato, or Con Annua , with fervent, animated expression. 

Ammo, or Con Ammo ; w ith -p |r,t » courage, and boldm ss. 

Anliplwne . inu -M sunn in all« mate j^tr t-. 

Ardttv ; with ardor and spirit. 

Anoso : in a Imht, air> , «uif;in« manner. 

A tempo , in lime. 

A Umpo gtusto; in stric t and exact time. 

Ben Marr.ato ; In a pointed and well-marked manner. 
Bu i twice. 

Brdlante, brilliant, pay, tuning, sparkling. 


Diminuendo; gradually diminishing the sound. 
J)a Cap<t : fmm the beeinning. 

Decani; the priests, in contradistinction to the lay or ordinary chor- 
isters. 

Declamando ; in the style of declamation. 
Decre^ccndo ; diminishing, decreasing. 
Devoiionc; devotional. 

Dilettante ; a lover of the arts in general, or a lover of music* 
Di Multo ; much or very. 
Divoto; devotedly, devoutly. 
Dolce; soft, sweet, tender, delicate. 
Dnlcemcntr, Dolcessa, or Dolcissimo. Sec Dolce. 
Dolente, or Dolorosa- ; mournful. 
Doloroso ; in a plaintive, mournful style. 

E ; and. 9 * 

Elegante; elceanee. 

Encrgico, or Con Energia; with energy. 
Espressivo ; expressive. 

Fmr, Abb or Finale ; the end. 

Foriando, fori., or/:. ( sudden increase of power. < , 
Fume, or Fuga; u composition which repeat* or sustains, in its ^ 
* parts, tiirouchout, the subject with which it commences, and 
which is often led off by some one ot its parts. 
Fagnto; in the fucue style. 
Fughcttoj a short fugue. 


Cadence ; cb»siii2 strain, also a fim iful extcmjiornueoutt embellish- 
ment, at the close <>f a Nntig. 
Cadenza; Mime u> the second use of Cadence. Bee Cadence. 
Calando ; witter and slower. 

CantaM* ; graceful sintfing style j a pleasing, flowing melody. 
Canto; the treble part in a chorus. 

t'sair; a company or band ot singers ; alw> that part of a church 

appropriated to the lingers. 
Ckorist, or Chornter ; a member of a choir of wingers. 
Cat, or Con ; with. Col .^cno 5 with the bow. 
Ormodu. or C»«ifn»<to ; >»» a» ,,;1 "> nnrenliamed manner. # 
Co* Afrlto ; with evpn tsiun. 
O/i Pnle'tsu; with delicacy. 

CVw or CW /W«; with mournful expression. 

Conductor , one who superintend.* a musical performance j same 

tiM Music hirertor. 
C<m Enrrsrtrn: with energy. 
Ch* E<l>rt*u«n9; with expression. 
C»'W Faoco t with ardor, tin-. 

O/n (irwia; uilb mace and elegance. j 

CVn ImpHa with force, en< r>r>. 

C'«n w itb chaste • va« tiies*. 

C«» ^/Vi>. wMh emotion. 

tort .S//fn{,», with -pint, animation. 

CWd ^ chorus. 


Da; for, t 
DutUt f«» 


two voices or instruments. 


O/usfo ; in just and steady lime. 
Grauoao; smoothly, gracefully. 
(trace; a slow and solemn movement 

Impresario ; the conductor of a concert. 

Laerimando, or Jjicrimaso ; mournful, pathetic. 
Jjtmrrtevole, Iximcntando, Lamentabde ; mourntully. 
lArghiAsimo ; extremely slow. 
Larghettu ; slow, but not so slow as Largo. 
Largo i slow. 

Legato ; close, eliding, connected style. 
J, ml an do ; gradually slower and Holler. 
Unto, or LcntumenUi slow. 

Jl/d ; but. , 

Mattloso ; majestic, majestically. r >„ireh. music. 

JuWco di CaptUa ; chapel master, or conductor of church, music 

Mnrcatoi slroqc and marked style. 

Me*sa dt Vvee; mmlerate swell. • .- fl t|mi 

Moderate or .1/p^rdcuwcn^e | moderately, in moderate lime. 

MoUo ; much or very. 

focc ♦ with a full voice. 
Morcndo; gradually dying away. 
MurJentc ; a beat, or transient shake. 

Mosjio ; emotion. mm . . A«ii«nt#» 

J»/ 0 t tf motion. jJ«daa<c c<m wVoeo ; quicker than Andante. 

u 

JVsn / not. JWa rro/ipa i not too much. 


Organo; the organ. 

Orchestra; a company or band of instrumental performers ; that part 
of a theatre occupied by the band. 

Pastoral*; applied to graceful movements in sextuple time. 
Perdendoy or Perdendost : same as Lentando. 
Ptu ; more. Pin Mossa; with more motion, faster. 
Pizzicato ; snapping the violin string with the fingers. 
Poeo ; a little. Poca Admgia ; a little slow. 

Poeo a Poco ; bv degrees ; gradually. ^ 

Portamento | the manner of sustaining and conducting the voice 

from one sound to another. 
Precentor; conductor, leader of a choir. 
Presto ; quick. 
Prestissimo; very quick. 

RaUmtando, AlUntanio, or Slentando; slower and softer by degrees. 
Recitando ; a speaking manner of performance. 
Reatante ; in the style of recitative. 

Heeitatim; musical declamation. V 
R.ntWuindo. R>»t\, «r Rin/orzo; suddenly increasing in power. < 

Mterr/u*^ . slackening the time. 

Semplice i cba<te, simple. . . 

v s> w W^ throughout, always, as Sem P r> Forte, loud throughout. 
SenU: without ; as, Se,t:a Organs, without the orjian. 
y .,.. T ft ^ t „r ^artaftf; with strong force or emphasis, rapidly di- 

mintehin^. > 
Shn.w ,mu . a movement of light, graceful character. 
Smorendo, Smorzando ; dymcauav. 
Smicf, Scaccmc»< ; sweet, sweetly, bee Dolce. 
Sidfe.<r<rio; a vocal exercise. 
S*y//» ; for a single voice or instrument. 
Vastenuto . sustained. . . , . _ 

under, below. Sotto Foee; with subdnetl voice, 
iirm^, Con Spmto; with spirit and animation. 
Stucco . short, detached, distinct. 
Sulftto; quick. 


Tarr, or T^t f silent, or be silent. , 
Tardo; slow. 

7Wo So/a . without chords. 

?w1 ttme. 7V*ps - /"acrre ; time at pleasure 

7Vmdo f/iu^o : in evact tunc. 

r« r««to ; »iold on. See isostenuto. 

Tarn ; the whole, full chorus. 

Vn; a; as, @* Poeo, a little. 

Va; go on ; as, Va Crescendo, continue to inc 
Verse ; same as Solo. 
yigoroso; bold, energetic. 
Khrace; quick and cheertui. 
F,rdM«>5o; a proficient m art. 
Vocadi Petto; the che* voice. 
Voce di Testa ; the head voice. 
Voce Sola; voice alone. 
Pitt****; turn over qmckl) . 
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SOUTH END QUICK STEP. 
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DELAWARE HORNPIPE. 
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MERRY GIRLS OF DUBLIN. 
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CARNIVAL OF VENICE. 
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KUFFNER GALLOPADE. 



LOVER'S QUICK HI ARCH. 


KENTUCKY REEL. 
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FRENCH DANCE. 
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CHINESE COTILLON. 






24 LIVERPOOL HORNPIPE. 



CORONATION HORNPIPE. 



CINCINNATI HORNPIPE. 



VILLAGE QUICK STEP. 
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VIRGINIA QUICK STEP. 


BRIDAL QUICK STEP. 
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OF KENT'S OALLOPADE. 
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NEW ENGLAND GALLOPADE. 
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DUNCAN GALLOPADE. 



OLD GRAY GOOSE. 
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DE NEW YORK GALS. 




CONGOU NAPPER. 



GET ALONG HOME, MY YALLER GALS 
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SING, DARKIES, SING. 




JOHNNY GILPIN. 
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HE 



JOHNNY BOKER. 



JOHN ANDERSON, MY JO. 



DANDY JIM. 


29 



WILD RACCOON TRACK. 



LUCY WEAL. 



HOURS THERE WERE. 
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LELAND'S QUICK STEP. 









*3 





F-iezz£Xi * #: M — I — 






L 


JULIAN POLKA. 



No. 1 QUICK STEP. 
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No. 2 QUICK STEP. 
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No. 3 QUICK STEP. 
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• No. 4 QUICK STEP. 
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No. 5 QUICK STEP. 
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No. 0 QUICK STEP. 
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LOVE NOT QUICK STEP. 



THE COQUETTE. 




CHARLOTTE POLKA. 
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BEETHOVEN WALTZ. 




PEOPLE'S FAVORITE WALTZ. 



NON PIU MESTA. 
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DUKE OF REICTISTADT'S WALTZ. 
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MUSICIAN'S WALTZ. 
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WALTZ, BY WELCH. 
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NEAPOLITAN WALTZ. 



MAHALA WALTZ. 
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PLEASURE WALTZ. 
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SERENADE WALTZ. 



STOP WALTZ. 



/ 


38 


TYROLESE WALTZ, VARIED. 



NEW ENGLAND WALTZ. 
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GIRAFFE WALTZ. 
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BRIGADE QUICK STEP. 




BRASS BAND QUICK STEP. 



TOTO CARABO. 
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I DREAMT I DWELT IN MARBLE HALLS. 


[Bohemian Music] 
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FAIR LAND OF POLAND. 
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PITY ONE FROM CHILDHOOD TORN. 



THROUGH THE WORLD WILT THOU FLY, LOVE ? 
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GIPSY GIRI/S TKU M1MI. 
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'TIS SAD TO LEAVE OUR FATHER LAND. 
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HAPPY AND LIGHT OF HEART ARE WE. 



THEN YOU'LL REMEMBER. 



WALTZ. 


[From Tin: Bohemian Girl.] 
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A SOLDIER'S LIFE HAS SEEN OF STRIFE 



SEE, AT YOUR FEET, A SUPPLIANT ONE 



BOHEMIAN QUADRILLI 





D. C. 


MARCH. [From the Chorus of tue Gipsies.] 











WHAT IS THE SPELL. 







NE'ER LET THE HEART FOR SORROW GRIEVE. 
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THE HEART BOWED DOWN. 
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TEN O'CLOCK. 
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THE WATCHER. 



RAFTSMAN. 



RIFLE WALTZ. 
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BEETHOVEN'S WALTZ. 



STEAMBOAT WALTZ. 51 
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SUTTON QUICK STEP. 





WASHINGTON'S BIRTH-DAY QUICK STEP. 
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CANZONET. 
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BANGOR QUICK STEP. 



NAIIAKT WALTZ. 
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HOPE WALTZ. 
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THERE IS NO HOME LIKE MY OWN. 
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POLKA DANCE. 
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GERMAN WALTZ. 



b- 


B 



r 



0 9 0 


F 








— J — y 


1 HI, i 1 ; 


r 





T 


i i i i i ' 1 — g — I — 





: 


i r 





r 



r 


3= 



NAIIANT QUICK STEP. 
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HIGHLAND WALTZ. 
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HIGHLAND WALTZ. [Concluded ] 
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GARLAND OF LOVE. 
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Cotillon No. 1. 


BEETHOVEN SETT. 
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All cha8sa across, all promenade, all chain, all promenade, first four right and left, balance, sides the same, 



D. C. 



4 ladies forward and back, gentlemen the same, all balance to partners, all promenade, &c. 
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First couple forward and back, lady cross over, forward three, two ladies cross over. 
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First 4 forward and back, cross over, chassa, cross back, balance and turn, ladies chain, promenade 4. 


D. C. 
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Ladies all cross hands, round and back, give other hand to partners, all balance turn partners. 


D. C. 




D. C. 




Grand right and left, all balance, grand chain, all promenade. 




D. C. 
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Cotillon No. 2. 


HUMPHREY'S SETT. 
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First 4 lead up to right, chassa out and form line across the hall, all right and left across the hall, ladies all chain across the hall, all forward and 
back,*swing partners to place, side couples the same. 
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First 2 forward and back, back to back, balance 4, ladies chain, promenade 4, next 2, &c. 
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Allaraand corners, allamand partners, all balance to corners, turn partners, grand chain, all promenade! 
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First 2 forward and back, cross over, chassa de chassa, cross back, balance and turn, next two forward, &c. 


D. C. 




3 ladies forward and back, 2 gentlemen the same, balance 4, and turn partners, grand chain promenade and sides the same. 


D. C. 
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Cotii.i.on No. 3. 


MISSISSIPPI SETT. 
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All right and left, balance, chassa tie chossa, &c. 










p5 r 

i 

■ m 0 fffr | 

4JJ + 




— 1 E33— LI 

• 1ft « • ^ ^ A ^m. a A 

J i K 







D. C. 


*.'JE 





First 4 right and left, balance to partners, ladies chain, promenade 4, sides the same. 






First 2 forward and back, 


ossa de chassa, cross back, balance, &c. 
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Ladies forward and back, gentlemen the same, all chassa across and balance, turn partners, repeat figure. 



D, C. 
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First 4 righf left, balance, turn partners. 


D. C. 






Ladies balance to the right, all promenade, gentlemen the same. 
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Cotillon No. 4. 


ISSACHUSETTS SETT 
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Chassa across 4 and back, forward 4, half promenade, ladies forward and back, gentlemen 



the same, forward 4, half promenade to place, sides the same. 
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First 2 forward and back, cross over, chassa do chassa, cross back, balance four and turn, next 2, &c 
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First 2 back to bock, partners Ute same, balance 4 and turn, ladies ciiain, promenade 4, next 2 back to back, &c. 
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All allamand comers, allamand partners, balance comers, turn comers, all chain, all promenade, repeat, &c. 
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First 2 give right hands across, left hand back, form line, balance 4, half promenade, ladies forward and back, gentlemen the same, balance 4, half right and 
left to place, next 2, &c 
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All chassa across, all balance, all chain, all promenade. 


D. c. 
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COTILLOW No. 5. 

0 0 


M ETA MORA SETT. 
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Right and left 4, balance partners and turn, ladies chain, promenade 4, side couples same. 
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First 2 forward and back, cross over, chassa de chassa, cross back, ladies chain, promenade 4, next 2, &c. 


D. C 




Fust 4 lead to right, chassa out, form lines across thrall, all right and left across, all chain across, all forward and back swing to place, side couples, &c 
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D. C. 
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First 2 forward and back, swing between side couples, forward 0, swing partners to place, balance 4. 



-r 


D. C. 
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AH chassa across, turn corners, back and turn on the corners, all balance^ turn partners, jjprnnd chain, all promenade, repeat the figure. 




Ladies balance to the right and swing, balance to next, &c. all promenade, all gentlemen balance to right, &c. 


D. C. 
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Cotillon No. 6. 


PROVIDENCE SETT. 
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First 4 right and left, balance your partners, and turn, ladies chain, promenade 4, sides the same. 


D. C. 
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First 2 forward and back, cross over, chassa de chassa, cross back, ladies chain, promenade 4, next forward, &c. 
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Two ladies forward and back, cross over, chassa across, forward and back 4, swing partners to place, sides the same. 
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Two ladies back to back, 2 gentlemen the same, balance 4 and turn, ladies chain, promenade 4, sides the same. 
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First couple lead to right, and balance, swing round with that couple, lead up to next couple, &c, all balance and turn. 
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Ladies all balance to right, all promenade, gentlemen the same. 
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Cotillon No. 7. 


CONCERT II ALL SETT. 
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Firot^forward and back, back to back, balance 4 and turn partners, ladies chain, promenade 4, side couples the 


same. 
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First 2 back to back, balance, and turn partners, forward and back next % &c. 
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First couple forward and back, balance and turn, cross over eecondcouple, balance and\ # * 



D. C. 
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All fonrard and back, all balance to corners, half promenade, firing round, grand chain, promenade. 


D. C. 




Fir&t 9 forward and back, crosa over, cross back, balance and swing round, sides the same. 
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D. C. 



First 4 rirrht and left, balance 4 and turn partners, ladies chain, promenade 4, sides the same. 




D. C. 
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Cotillon No. 8. 
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OPERA SETT 


First 4 right and left, balanceT.M turn partners, ladies chain, promenade 4, side couples the same. 



D. C. 
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First « forward and back, cros§ over^cliassa do cliassa, cross back, ladies chain, promenade 4, next 3, &.c. 
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First couple forward and back twice, balance 4 and turn, all chassa across partners, all balance and tuni, the next 2, &.C. 


P. c. 







First 4 forward and back, back to back, balance 4 and turn partners, ladies chain, promenade 4, side couples the same, 
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First couple promenade round, the other couples do the same in rotation, and form lines lengthwise the hall, 1st couple balance, chassa down ten steps, 
balance again and chassa down, other couples the same, till you have all balanced through, &c, come to places, all balance and swing to places. 
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